in music itself had been criticized, that is, sound (musical sound) was not meant to carry extraneous meanings. His best-known campaign, of course, was against self-expression, which he equated most commonly within the German Romantic tradition and the classicism of Beethoven: "Are sounds just sounds or are they Beethoven?"4 He eventually extended this concept to include a number of elements present inside and outside Western art music. He credits Varase for having "fathered forth noise" but then berates him for subjecting sounds to his imagination: "Rather than dealing with sounds as sounds, he deals with them as Varase."5 When it came to "jazz" Cage saw problems with ego-driven improvisation, along with measured time ("It is useful if I have to catch a train, but I don't think that catching a train is one of the most interesting aspects of my living"), orature, and collectivism ("The form of jazz suggests too frequently that people are talking.... If I am going to listen to a speech then I would like to hear some words"), among other attributes.6 And after a certain point communication, ideas, and intention were also to be expunged so all that was left was a sound in itself (what could be termed, in a philosophical mix, "the call of the ding-a-ling an sich"). This tendency in Cage was a measure of the degree to which he was lodged within Western art music and how willing he was to carry further its processes of exclusion and reduction with respect to sound in general.7 It was as though he could legitimately extend the bounds of musical materiality only by proving an unflinching fidelity to musical areferentiality on its own turf.
Cage's battles within music informed the most fundamental features of his thought, including how he heard and conceptualized worldly sounds, how he understood the operations of signification, and how he formulated the role of the artist, in particular, his campaign against ego-investment and his concomitant interest in Asian religious thought and Christian mysticism. These considerations made their first coordinated impact on his thinking during the critical years 1948-52, from the proposal for his first silent composition, Silent Prayer (1948), to his most notorious composition, 4'33" (1952) . 8 The link between these two silences, moreover, demonstrated how he developed techniques and rationale, while engaging the sounds and silences of the world, to musically silence the social.
Much to Confess about Nothing
In 4 '33", commonly known as the silent piece, the performer sits at the piano and marks off the time in three movements, all the while making no sound.9 An unsuspecting audience (if one still exists) might attempt to reconcile the silence with its expectations before discovering, perhaps, what the piece might be. The initial absence of music might be taken as an expressive or theatrical device preceding a sound. When that sound is not forthcoming, it might become evident that listening can still go on if one's attention (and this is Cage's desire) is shifted to the surrounding sounds, including the sound of the growing agitation of certain audience members. Ostensibly, even an audience comprised entirely of reverential listeners would have plenty to hear, but in every performance I've attended the silence has been broken by the audience and become ironically noisy.
It should be noted that each performance was held in a concert setting, where any muttering or clearing one's throat, let alone heckling, was a breach of decorum. Thus, there was already in place in these settings, as in other settings for Western art music, a culturally specific mandate to be silent, a mandate regulating the behavior that precedes and accompanies musical performance. As with prayer, which has not always been silent, concertgoers were at one time more boisterous; this association was not lost on Luigi Russolo, who remarked on "the cretinous religious emotion of the Buddha-like listeners, drunk with repeating for the thousandth time their more or less acquired and snobbish ecstasy."10 4'33", by tacitly instructing the performer to remain quiet in all respects, muted the site of centralized and privileged utterance, disrupted the unspoken audience code to remain unspoken, transposed the performance onto the audience members both in their utterances and in the acts of shifting perception toward other sounds, and legitimated bad behavior that in any number of other settings (including musical ones) would have been perfectly acceptable. 4'33" achieved this involution through the act of silencing the performer. That is, Cagean silence followed and was dependent on a silencing. Indeed, it can also be understood that he extended the decorum of silencing by extending the silence imposed on the audience to the performer, asking the audience to continue to be obedient listeners and not to engage in the utterances that would distract them from shifting their perception toward other sounds. Extending the musical silencing, then, set into motion the process by which the realm of musical sounds would itself be extended.
Silence derived from the silencing of the instrument itself has its origin in the object status of the accoutrements of music; thus, any sheet music or instrument becomes music in potentia or the corpse of a music that has lived its life. In her 10 May 1951 diary entry Judith Malina wrote about a concert in which there was a performance of "Imaginary Landscape No. 4 . .. scored for 12 radios and 24 players. Silence is an important component." After the concert the instruments are moved out to the sidewalk and a friend drives up in a hearse to take them away. "John and Remy [Charlip] pile the silent music into the vehicle, which drives off trailing a funereal gloom."11 A similar objecthood overtakes certain performers in an orchestra when they are instructed by the score to remain silent; they join a tableaux as still and mute as their instruments and sheet music. The only difference between them and the performer of 4'33" is that the latter is performing solo.
4'33" was not a gesture for Cage, but something he sincerely took to heart and one of the key moments in the development of his mature philosophy and practice. From this point on he would typically make comments such as, "If you want to know the truth of the matter, the music I prefer, even to my own or anybody else's, is what we are hearing if we are just quiet. And now we come back to my silent piece. I really prefer that to anything else, but I don't think of it as "my piece."l2 What could have moved him to legitimize and compose (or vice versa) such a radical piece? Numerous reasons have been offered by Cage and others, which should come as no surprise considering how it provides a clean slate, silence, absence, a nothingness rife with potentiality, a blank screen on which so much about so little can be projected. The earliest precedent occurred, as Cage recollected (we shall later propose an earlier, deeper constituent), in 1940 while Cage was living in San Francisco.
I had applied to be in the music section of the WPA, but they refused to admit me because they said that I was not a musician. I said, "Well, what am 1? I work with sounds and percussion instruments and so forth." And they said, "You could be a recreation leader." So I was employed in the recreation department, and that may have been the birth of the silent piece, because my first assignment in the recreation department was to go to a hospital in San Francisco and entertain the children of the visitors. But I was not allowed to make any sound while I was doing it, for fear that it would disturb the patients. So I thought up games involving movement around the rooms and counting, etc., dealing with some kind of rhythm in space. 13 With its rules regarding silence, the hospital resembles the setting for a music concert. Recreation introduces performance into this space because recreation, unlike a concert, turns everyone into performers. Thus, in keeping kids quiet, Cage is keeping both the audience and performers quiet, ostensibly while a grander therapy ensues all around, and by doing so thus extends the hospital's requisite silence.
Cage's recollection, which came during a conversation with Peter Gena, is interesting because it was raised so rarely (perhaps once The reason for Cage's reading in spirituality has been attributed to changes in his personal life during the 1940s, yet it was also significant that he, as an American, was attracted to timeless, global ideas during and after World War II.27 The war and its aftermath presented the United States with a cultural problem: how to estrange the character of its enemies while securing sympathies from certain domestic populations? For instance, one of Cage's compositions, A Book of Music (1944), was used by the Office of War Information, renamed Indonesian Supplement No. 1, and broadcast to the South Pacific "with the hope of convincing the natives that America loves the Orient."28 This schism became intensified immediately following the war, since the domestic American populace was required to reconcile the decimation of the civilian populations of Hiroshima and Nagasaki with appeals to global commonality. The universalism and world betterment that swept the United States after the war, after the world had become its oyster, especially as it served the ideological front line in the Cold War, provided the cultural environment for popular projects of self-improvement; that most were detached, touristic, imperialistic, and appropriative did not rule out the possibility for more plausible engagements with cultures outside the Eurocentric sphere.
In this respect, the war repeated a problem posed by Jung in The Integration of the Personality. The "white man," as the translation went, was unable to contemplate the metaphysical conundrums by Lao Tze in the Tao T~ Ching, let alone answer them, because "he is forced to reject [it] as if it were a foreign body, for his blood refuses to assimilate anything sprung from foreign soil."29 There are indications that Cage read Jung's text closely, yet he chose to frame the sentiment through reference to Coomaraswamy. "[Coomaraswamy] convinced me of our naivete with regard to the Orient. At the time-it was at the end of the war, or just afterwards-people still said that the East and the West were absolutely foreign, separate entities. And that a Westerner did not have the right to profess an Eastern philosophy. It was thanks to Coomaraswamy that I began to suspect that this was not true, and that Eastern thought was no less admissible for a Westerner than is European thought."30 Jung, in the tradition of perennial philosophy, suggested that Westerners assume a disposition toward the wisdom of the East which, although they could not hope to repeat it, would at least lead them to traditions closer to home. "One must be able to let things happen. I have learned from the East what it means by the phrase 'Wu wei': namely, not-doing, letting be, which is quite different from doing nothing. Some Occidentals, also, have known what this not-doing means; for instance, Meister Eckhart, who speaks of 'sich lassen,' to let oneself be."31 For Jung, the way of the Tao was to be developed in the West through the development of the personality, and the key to this development was the integration of the different parts of the psyche, primarily conscious mind ("the ego and the various mental contents") and the unconscious.32 A non-integrated psyche was not merely an obstacle to spiritual development, it impacted on all psychological matters and a range of physiological conditions. "Medical psychology has been profoundly impressed with the number and importance of the unconscious processes that give rise to functional symptoms and even organic disturbances. These facts have undermined the view that the ego expresses the psychic totality. It has become obvious that the 'whole' must include, besides consciousness, the field of unconscious events, and must constitute a sum total embracing both. The ego, once the monarch of this totality, is dethroned. "34 Yet, he was unwilling to subscribe to the body disciplines by which adepts reach the state of contact with the universal mind: "This is all very well, but scarcely to be recommended anywhere north of the Tropic of Cancer."35 Cage was not interested in self-expression, whether it was in music or in painting; he was also becoming less sure about communication, and his appropriation of other cultures for musical purposes was centered more on the operations of the mind than the body. Like Jung, Cage was interested in choosing among the ideas of the adepts without taking up any body practices. Over the course of a thousand pages Sri Ramakrishna was forever slipping off into samadhi, but Cage's interest remained solely with his wisdom, not in the practices that led to its development. Overall, Cage was less interested in getting the ego out of the way to enable the unconscious to come out into the world, than in removing the ego so more of the world could get in unobstructed. He wanted to be open to "divine influences" but not to the extent of fusing them with a world within.
"A Composer's Confessions" consists primarily of a long autobiographical sketch, the bulk of which pertains to a time before his most recent activities. At the very moment in the text in which Cage moves into the present and recent past he invokes Sarabhai, Coomaraswamy, and Jung. "After eighteen months of studying oriental and medieval Christian philosophy and mysticism I began to read Jung on the integration of the personality."36 He reiterates Jung's concerns regarding psychological and physiological health and applies them to the topic of people's occupations in contemporary society as a basis from which to focus on the vocation of composition.37 Composers like everyone else are prone to neuroses; however, "if one makes music, as the Orient would say, disinterestedly, that is, without concern for money or fame but simply for the love of making it, it is an integrating activity and one will find moments in his life that are complete and fulfilled."38
The term disinterestedness thereby becomes a tangible link between Cage's orientalism and his initial formulation of silence. I have not been able to locate where Cage might have derived the specific wordalthough it has cropped up in several texts,it has not occurred with the emphasis that might explain adoption into his vernacular-but there is no shortage of sources when it comes to the concept. Sentiments similar to "letting things happen" and "not-being" can be found in Coomaraswamy's discussions of self-naughting, dementation, anonymity, and impersonality,39 and more specifically, both Cage 1947) which extended the labor action to dance halls and radio shows dependent on recorded music. In Cage's fantasy, he wanted to extend Petrillo's silencing further still, to all of radio and other forms of mass media, whether they were audible or not. However, with the experience of the first decree in mind, the record companies put contingency plans in place and, consequently, only working musicians were silenced. 49 Cage did go on to state what he hoped for from his fantasy. "We might then realize that phonographs and radios are not musical instruments, that what the critics write is not a musical matter but rather a literary matter, that it makes little difference if one of us likes one piece and another; it is rather the age-old process of making and using music and our becoming more integrated as personalities through this making and using that is of real value."50 Of course, for nearly a decade Cage had used phonographs and radios as musical instruments-phonograph records, turntables, and a radio station in 1939 in Imaginary Landscape No. 1 and a radio again in 1942 in Credo in Us-and was liable to use absolutely anything to make music. He was, in this instance, speaking rhetorically from inside Western art music as a practitioner and purveyor of "live" goods and even more immediately as a listener. Seemingly, by arguing for liveness, Cage was siding with the AFM against the record companies, but by 1948 the issue was not between live and recorded; it was a labor issue, one which seemed to be a distraction from the real social project of music. Phonographs and radios, the targets of the AFM decrees, are not important. In the terms of the text itself he was still attending the performance of Ives and Webern as a listener, where disinterestedness in making and using music had already led to "and that is why we love the art," but then he directed his attention to the performances reproduced on phonographs and radios, which followed a very different program.51 Instead of acknowledging the obvious differences between the two spheres of music, or contemplating the political realities of working musicians outside Western art music who act in an interested manner regarding their occupations, he returns again to the question of the integration of the personality and attempts to socialize it by implicating all musical activity in self-improvement. From where he sat in the text listening to music, all of music became "music" and the politics of music dissipated among the dispositions of individual personalities.
There is certainly the possibility that Cage's fantasy may have been an offhand remark, a quick way to snub commercialism in favor of the integrity of the individual, etc. However, there is more than just the kernel of truth in this particular jest, since this fantasy of a grand silencing of society had long been within his personal repertoire. to what end does one write music?"54 And then this question soon leads to a larger social silencing if Petrillo "had the power, and exerted it, to ban not only recordings, but radio, television, the newspapers, and Hollywood,"55 in recognition of the unimportance of reproduced commercial music, music critics, and musical tastes versus the real value of making and using music, integrating the personality, and cultivating disinterestedness and the wisdom of the Orient.
In "Other People Think" Cage only implied that the social transformation would come about through individual transformation of consciousness, whereas in "A Composer's Confessions" social transformation would come about only through personal acts by legions of solitary individuals: "That island that we have grown to think no longer exists to which we might have retreated to escape from the impact of the world, lies, as it ever did, within each one of our hearts."56 Both instances do share, however, the type of goofy political naivete Yvonne Rainer mentioned, the earlier speech in thinking that United States imperialism within Latin America would be moved by conscience (an opinion that might be expected from a high school student) and the Vassar lecture in conflating an issue of the political economy of music with self-improvement.
The second call for silence in "A Composer's Confessions" narrowed down the scope of the fantasy from silencing all the mass media to silencing just one aspect: Muzak. He planned "to compose a piece of uninterrupted silence and sell it to Muzak Co. It will be 3 or 4-1/2 minutes long-those being the standard lengths of "canned" music-and its title will be Silent Prayer. It will open with a single idea which I will attempt to make as seductive as the color and shape and fragrance of a flower. The ending will approach imperceptibility."57 In the late 1940s Muzak was piped over telephone lines into restaurants, workplaces, and other institutions, and was thus primarily a transmissional service like radio. The company was just beginning to make a transition to recorded systems situated in-house. Although it would be difficult to say whether the Muzak Co. would have been amenable to Cage's idea, failure to realize the project would not have been due to a lack of courage on Cage's part to approach the company. The unbridled confidence for which he was known had been boosted by the nationwide reception, in both senses of the word, of The City Wears a Slouch Hat, and his Book of Music was broadcast throughout the South Pacific on military radio. He had always been very enterprising, unafraid to approach anyone who might be able to advance his projects, including a number of companies when he sought support for his Center of Experimental Music. There is no reason to believe that his proposal was a ruse.
There are several possible art connections. It is obvious that 4'33" is just three seconds over the upper limit for canned music and, although much happened in the four years between the two pieces, if it was indeed chance that finally arrived at this duration, then it was at least a moment of objective chance, unwittingly, in the surrealist sense. The fact that it was canned recalls the ready-mades of Marcel Duchamp, with whose work Cage was quite familiar. Although Duchamp transposed a mass-produced object into an art venue, whereas Cage wanted to place an art object of canned silence alongside the other cans on the narrow- In his book Myers also discussed Satie's composition Cinema (1924) as another instance of musique d'ameublement. Indeed, it was likewise intended to take place within an intermission, yet this time it did not stand alone but accompanied Ren6 Clair's film Entr'acte, which was to function as the intermission to Francis Picabia's ballet Rel&che (the name Relche, posted when a performance is canceled, is itself suggestive of the revoked performances of Silent Prayer and 4'33"). Cinema was comprised of segments of music, incidental both in itself and to the images in the film, cut in regularly measured lengths with no regard for conventional continuity (the simple structure is perhaps the clearest statement of Satie, the measurer of sounds). Cinema in general affords its own unobtrusiveness and silence with regard to sound in at least two ways. First of all, since film music must as a rule never overwhelm the images, action, or speech, it is relegated to a music heard but not-to-be-listened-to. Silence enters the picture with segments of Horspielstreifen, the delicate atmosphere of recorded silence whose purpose is to imperceptibly confirm the presence of a reproduction under way and not frighten the audience into thinking there has been a technical malfunction (which would require a break in the silence of the audience itself). The silence of cinema audiences is-like that of concertgoers, people praying, and kids being entertained in hospitals-culturally specific, and a true silence, without the presence of the Horspielstreifen, would have the same effect as 4'33".
Apart from musique d'ameublement, another influence on Silent
Prayer could have been derived from Cage's understanding of how structure in Satie's music worked to equalize the status of silence with that of sound. In his lecture "Defense of Satie" at Black Mountain College, Cage gave a great deal of importance to structure, specifically as practiced by Satie and Webern and heralded by music from, following his perennial motif, the Orient and middle ages.64 Both Satie and Webern worked in a short form conducive to canned music, but Cage had more fundamental concerns. He figured that structure was determined by duration, which sound and silence shared, and in turn determined being from non-being: "Music is a continuity of sound. In order that it may be distinguishable from non-being, it must have structure."65 Pitch, loudness, and timbre, although they could be heard in musical sound, were not intrinsic to the being or non-being of music because they did not require duration, whereas "silence cannot be heard in terms of pitch or harmony: It is heard in terms of time length."66 This line of reasoning was one of Cage's platforms against harmony (thus Beethoven) and could be found in his earlier arguments for percussion and noise. Indeed, Satie's structure was "extramusical in its implications . . . into Satie's continuity come folk tunes, musical clich6s, and absurdities of all kinds."67 Cage now called Satie's structure into service to privilege yet another element historically downplayed within Western art music: silence. Music was composed most fundamentally of sound and silence, and silence became a way of hearing time within the being of musical structure. Nevertheless, he was still thinking of sound and silence as being conventionally distinct from one another, a presence and an absence of sound. By the time of 4'33", silence became only the absence of an intentional sound, whereas musical sound had become ever-present and omnipresent, filled with intentional or unintentional sound. Thus, Silent Prayer was not underscored by the same sense of silence as 4'33", it was not a way to begin hearing and musicalizing the surrounding sound. If anything was meant to be heard it was conventional silence, in this case, the absence of the sound of Muzak, along the measured lengths of canned music.
But why the prayer in Silent Prayer? I believe the reason can be found in Aldous Huxley's The Perennial Philosophy, specifically, at the juncture of the fifteenth and sixteenth chapters entitled Silence and Prayer, respectively. Huxley's book consists of his commentary on perennial philosophy, with substantial quotes from mystics, saints, monks, philosophers, psychologists, etc. Among the people quoted-many passages are nothing but a sequence of quotes-one can find all the individuals and approaches favored by Cage; moreover, one could find them within a relatively secular context. The problem with Coomaraswamy, Eckhart, and others, after all, was the difficulty of appropriating spiritual ideas without committing oneself overtly to deism. Huxley's chapter on silence is one of the shortest in the book, perhaps because three-quarters of the chapter is devoted to appeals to stop talking. The remaining section consists of one paragraph consisting of Huxley's own appeal for silence over the mass media. It is only one paragraph, but it cannot be taken lightly. Throughout the book Huxley maintains an evenhandedness about timeless, global matters. Here he steps out of character entirely and forthrightly condemns the present-day media.
The twentieth century is, among other things, the Age of Noise. Physical noise, mental noise and noise of desire-we hold history's record for all of them. And no wonder; for all the resources of our almost miraculous technology have been thrown into the current assault against silence. That most popular and influential of all recent inventions, the radio, is nothing but a conduit through which pre-fabricated din can flow into our homes. And this din goes far deeper, of course, than the ear-drums. It penetrates the mind, filling it with a babel of distractions-new items, mutually irrelevant bits of information, blasts of corybantic or sentimental music, continually repeated doses of drama that bring no catharsis, but merely create a craving for daily or even hourly emotional enemas. And where, as in most countries, the broadcasting stations support themselves by selling time to advertisers, the noise is carried from the ears, through the realms of phantasy, knowledge and feeling to the ego's central core of wish and desire. Spoken or printed, broadcast over the ether or on wood-pulp, all advertising copy has but one purpose-to prevent the will from achieving silence. Desirelessness is the condition of deliverance and illumination. The condition of an expanding and technologically progressive system of mass-production is universal craving. Advertising is the organized effort to extend and intensify craving-to extend and intensify, that is to say, the workings of that force, which (as all the saints and teachers of all the higher religions have always taught) is the principal cause of suffering and wrong-doing and the greatest obstacle between the human soul and its divine Ground.68
If one needed spiritual impetus or moral justification to silence any aspect of the mass media, in order to remove the obstacles that would prevent the will from achieving silence, no less, here it was in an emphatic end to a chapter entitled "Silence." On the facing page began the chapter "Prayer."
Silencing Techniques 4'33" silenced music in order to hear the unintended, surrounding sounds, the noises, and ultimately the total environment. Silent Prayer silenced the sound of a music intended as environmental; Muzak was the surrounding sound meant to be as unobtrusive to the task at hand as audience sounds at a concert. Thus, during the twentieth-century Age of Noise, the most noted promulgator of musical noise was involved in the business of noise abatement. Silent Prayer was not alone in this respect because Cage, an inventor of techniques from an early age,69 developed several other techniques for eliminating, diminishing, or displacing the source of the noise, transforming the noise into something else, or canceling the noise by playing back its image, so to speak, in the negative. He did not translate these techniques into technological devices of active noise control, or act politically through popular protest and city ordinances to curb urban noises, but instead elaborated them through compositional, auditive, and physical means associated with music (the exception being his echoing of an anechoic chamber experience). Just as he incorporated noise as extramusical sound into music, so too did he accommodate urban noise through acts of composition and musical listening. Although he had railed against musical tastes, he also attempted through these techniques to transform what he personally found distasteful. These techniques have direct bearing upon how Silent Prayer is understood, yet this composition cannot be understood without another composition proposed in "A Composer's Confessions" at the very same time, Imaginary Landscape No. 4, "a composition using as instruments nothing but twelve radios."70 They need to be taken together, not only because the "two may seem absurd but I am serious about them,"71 but because they describe a paradigmatic range of noise abatement techniques as applied to commercial music. 72 An early mention of such techniques occurred during 1943 and arose within the context of personal betterment (as it would five years later in "A Composer's Confessions"), or perhaps personal adaptation, when he was quoted as saying, "People may leave my concerts thinking they have heard 'noise,' but will then hear unsuspected beauty in their everyday life. This music has a therapeutic value for city dwellers."73 The noise in the city would not be physically diminished, but the citydwelling concertgoers would accommodate themselves to it by appreciating it differently, removing the aggravation if not the noise, while both noise and aggravation would continue to exist for non-concert-going city dwellers. In further statements, such facility pertained to self-betterment-becoming more open to the world, trying to coexist peacefully with it-and to the negotiation of his own tastes. He was not averse to silencing things, or at least contemplating doing so. Two years after proposing to silence commercial music using Silent Prayer, and in the longer shadow of "Other People Think," he finished his "Lecture on Nothing" (1950) with a droll frenzy of destruction and silencing. As generator of a new silence, the anechoic chamber visit was a variant of 4'33" and while both took place in isolated space built for specialized audition, they muted different sounds and shifted attention in different directions, one to surrounding sounds, one to subtending sounds. 4'33" muted the performer to shift attention to the sounds in the surrounding space, and by implication to environmental sounds in general, while the anechoic chamber muted the sounds of the surrounding space, cordoning off all environmental sounds and dampening sounds inside its waffled walls to shift attention to Cage's internal bodily sounds and by implication to the impossibility of silence and the pervasiveness of music.93 The anechoic chamber certified for Cage the impossibility of silence by becoming a padded cell for the refractory sound of his own irrepressible vital signs; however, he resisted transposing the conventional figure of silence split between presence and absence of sound, which he was in the process of abandoning forever, into a presence and absence of life and death. The chamber itself was already as dead as possible in order to detect the most minute presence of sound. Sounds are absorbed by the design and materials (composed of sizes smaller than wave forms, their job is to fracture) of the walls and picked up by microphones and other sensing devices which are monitored by researchers who have abandoned the space. The anechoic chamber was a dead acoustic and depopulated space in which performativity shifted to the hitherto inaudible internal sounds of Cage, the living, fleshy interloper, as if his own body was constituted of material which too had absorbed sounds. Of course, his death would bring these vital signs to an end, along with the consciousness required to acknowledge them, but it would not bring silence. Obviously, sounds would still exist in the dayto-day world without him, people would exist who could hear them, but what he had discovered was that there would also be an entire region of sounds which people could not hear, and it was this revelation of a combined impossibility of inaudibility and pervasive musicality which comforted him: "Until I die there will be sounds. And they will continue following my death. One need not fear about the future of music."94 Significantly, from this point on, Cage would increasingly employ technology as a discursive means for musical listening, not just practical musical production. The anechoic chamber was joined in this project by another piece of tangible and fictive technology, the microphone, and both pieces of technology had the job of amplifying small sounds; one did it through subtraction, the other through addition. To hear sounds in themselves one must first hear them. Small sounds and amplification went hand in hand, although their overall role changed over time. Earlier in his career, the amplification of small sounds served the cause of noise as a practical means to increase the number of "more new sounds" in the constitution of a modernist material fount, or to free them, in Cage's rhetoric of sonic emancipation. With his commitment to the impossibility of silence the world was suddenly overrun with small sounds and, although it would seem there would have been less immediate need for amplification because a plentitude of sounds was assured, amplification was still called on to perform rhetorically, far beyond its actual technological capabilities, to increase the number of possible sounds and to deny inaudibility. Small sounds also moved to inhabit the vicinity hitherto occupied by conventional silence. When silence became a type of sound, actual silence was merely a state of inaudibility, and everything known before as silence became nothing but small sounds contingent on amplification. Thus, the idea of small sounds became for Cage not only a negotiation between old and new silences, but eventually provided the reason for his development of implausible and impossible amplification technologies, which, like other major developments in communications technology, presumed and produced a different, perhaps only a revamped, world outlook.
Before considering Cage's amplified small sounds further, we need to ask about the practice of considering sounds according to size. In the realm of music, ideas about the sizes of sounds appeared at the turn of the century, when it had become apparent that existing means of musical notation were inadequate to the task of denoting smaller and smaller intervals and of representing many of the salient characteristics of sounds in general. These ideas were accompanied by appeals to the vernacular experience of hearing and to acoustics, their commonality occurring as acoustics continued, as it had since antiquity, to seek observational means for understanding sonic phenomena. While an individual might speak about the size of a sound, throughout the nineteenth century acoustics had busied itself with measuring and producing sounds through the development of visible sound (while at the same time mathematical modeling took acoustics further away from prosaic experiences of observation). Moreover, visualization meant that smaller and smaller increments and attributes of a sound became evident and, in turn, became the pride of acousticians who could publicly display them outside the laboratory. The avant-garde made quite a bit of mileage from affectionate parodies of the culture of science and technology and no one more so than the French (Jarry, Roussel, Apollinaire, Duchamp). It was left to Erik Satie to take on the ideas of size implicit in acoustical measurement by claiming that he was in fact a phonometrographer, a measurer of sound, not a musician. . . connected to amplifiers that go to loud-speakers, the majority of the sounds produced being small and requiring amplification in order to be heard."100oo Then, starting in 1962 with 0'00", Cage began using amplification to .render audible a range of small and inaudible sounds belonging to states and actions of the body, to other types of action, and to the signals of transmissions and radiation. Most importantly, he amplified amplification, extending audibility (thus musicality) to increasingly smaller sounds and to all sounds all the time. 0'00" itself was an electronic extension of music into everyday life and all fields of action. As Cage wrote, 0'00" is "nothing but the continuation of one's daily work, whatever it is, providing it's not selfish, but is the fulfillment of an obligation to other people, done with contact microphones, without any notion of concert or theater or the public, but simply continuing one's daily work, now coming out through loudspeakers."101 Cage claimed that "the piece tries to say . . . that everything we do is music, or can become music through the use of microphones .... By means of electronics, it has been made apparent that everything is musical."102 From this point on Cage was thorough in how he introduced technology, audition, and music absolutely everywhere. The air was saturated with activity and could give up its sounds when signals were thought to be sounds and radios and other receivers were thought to be amplifiers. That we have no ears to hear the music the spores shot off from basidia make obliges us to busy ourselves microphonically.05os I thought of sounds we cannot hear because they're too small, but through new techniques we can enlarge them, sounds like ants walking in the grass.106
The "music of the spores" imagines sounds having nothing to do with humans as music and puts Cage in a contradictory position with respect to his professed anti-anthropomorphism. At the minimum, it belongs to a nagging categorical imperialism in Cage's thought that should be taken into consideration in representations of his anarchism or ecology. Indeed, should there be some question about the nature of the influence of this aspect of Cage's thought on others, it is helpful to refer to R. Murray Schafer's statement in his book The Tuning of the World. In this book, which has shaped acoustic ecology and underpinned much electroacoustic music, Schafer explicitly states his indebtedness to Cage and consequently goes on to say that "today all sounds belong to a continuous field of possibilities lying within the comprehensive dominion of music."lo07 When was the last time you heard the word dominion used in a sentence?
Cage completed the ubiquitous figure of musical sound when he extended amplification to the silence of objects and matter, which he would do wherever he happened to be at the time, "this table, for instance, around which we're sitting, is made experiential as sound, without striking it. It is, we know, in a state of vibration. It is therefore making a sound, but we don't yet know what that sound is."108 Technology would not only let us know what the sound is, it would also render music "a revelation of sound even where we don't expect that it exists."109 Thus, while he did not want to make his music into an object-this was his argument after a certain point against recordinghe did want to make objects into music. In another circumstance, "If here, for musical pleasure, I could make audible to you what this book sounds like, and then what the table sounds like, and then what that wall sounds like, I think we would all be quite delighted."110 Or again, returning full circle to the anechoic chamber, he says, "Look at this ashtray."
It's in a state of vibration. We're sure of that, and the physicist can prove it to us. But we can't hear those vibrations. When I went into the anechoic chamber, I could hear myself. Well, now, instead of listening to myself, I want to listen to this ashtray. But I won't strike it as I would a percussion instrument. I'm going to listen to its inner life thanks to a suitable technology.
While in the case of the ashtray, we are dealing with an object. It would be extremely interesting to place it in a little anechoic chamber and listen to it through a suitable sound system. Object would become process; we would discover, thanks to a procedure borrowed from science, the meaning of nature through the music of objects.111
Cage's passion for striking tables and ashtrays (marking the philosophical status of the reality of this chair, that table) goes back to his meeting with the filmmaker Oskar Fischinger. In 1932 Fischinger began investigating the graphic synthesis of specific sounds on film; by the time he met Cage around 1936 the correspondences between sign and sound had been enveloped by spiritism, and when he heard a sound it was the inner life of an object speaking. "When I was introduced to him, he began to talk with me about the spirit which is inside each of the objects of this world. So, he told me, all we need to do to liberate that spirit is to brush past the object, and to draw forth its sound. That's the idea which led me to percussion. In all the many years which followed up to the war, I never stopped touching things, making them sound and resound, to discover what sounds they could produce. Wherever I went, I always listened to objects."ll2
Percussion was replaced by amplification as the means to listen to objects. Whereas percussion required striking objects or otherwise involving them in an action to hear their sound,113 amplification (and the muting of the anechoic chamber) required no such action on the part of objects because the sound-producing action took place continuously at the atomic level. Therefore, all matter sounded all the time and only the lack of proper technology prevented it from being music. Cage was not alone within modernist ranks, in which there was a long-standing notion that the soul, spirit, or essence of objects and matter was to be found within and communicated through vibrations. It is most familiar in terms of Kandinsky's inner sound, but took on a more scientific cast when Richard Huelsenbeck said in passing, "Bruitism is a kind of return to nature. It is the music produced by circuits of atoms,"114 or when the Italian Futurists F. T. Marinetti and Pino Masnata wrote in their manifesto "La Radia" (1933): "The reception amplification and transfiguration of vibrations emitted by matter. Just as today we listen to the song of the forest and the sea so tomorrow shall we be seduced by the vibrations of a diamond or a flower."115s Musically, it had been suggested by Varkse's Ionization and later in the work of Iannis Xenakis,116 but it was Cage who situated it technically in a coherent theory of music.
Cage's dominion of all sound and of the corresponding capacity for panaurality is reminiscent of the totalizing reach of the Romantic utterance, resonating in voice or music throughout eternity and entirety, or of the nineteenth-century synaesthetes who also used their utterances to insinuate themselves throughout the cosmos. It is true that Cage explicitly sought to subvert tactics based in human centeredness, yet all he did was shift the center from one of utterance to one of audition. He simply became quiet in order to attract everything toward a pair of musical ears. He achieved through centripetal means the same centrality utterance achieved through centrifugal means. Indeed, Cage's musical renovation was built on a larger cultural association in which listening was thought to be intrinsically more passive, peaceful, respectful, democratic, and spiritual than speaking, as it intersected with Western art music which, on the one hand, had produced itself through the sonicity of utterance and, on the other, promoted a proscription against speaking, signification, and mimesis. Cage's shift, in other words, entailed a production of music through the sonicity of audition while retaining all other features of Western art music. Again, although Cage introduced this feature systematically into music, perhaps the reason it resembles earlier forms of totalization carried out in a register of utterance is because there were also earlier forms based on audition. For instance, if we were to replace God's panaural ear with Cagean amplification, this passage from George Sand's The Seven Strings of the Lyre (1839) could be moved forward 125 years. "Hear the voice of the grain of sand which rolls on the mountain slope, the voice which the insect makes, unfolding its mottled wing, the voice of the flower which dries and bursts as it drops its seed, the voice of the moss as it flowers, the voice of the leaf which swells as it drinks the dewdrop and the Eternal hears all the voices of the Universal Lyre. He hears your voice, O daughter of men, as well as those of the constellations; for nothing is too small for him for whom nothing is too great, and nothing is despicable to him who created all!"117
The force of Cage's centripetal pull was likewise registered on the voice of technology. While describing the means to hear the inner life of the ashtray, he says that "at the same time, I'll be enhancing that technology since I'll be recognizing its full freedom to express itself, to develop its possibilities."118 Seemingly, he ironically encouraged from technology what he discouraged among musicians, that is, expression, yet by "full freedom to express itself" he meant within the function of hearing a submolecular sound itself, where the technology becomes realized by becoming transparent. In fact, he masked the technology's "signature," or rather the signatures of a specific piece of technology, the social exigencies built in to any technology and the meanings accumulated through use within different cultural settings, just as he omitted the mediational attributes of listening itself. Indeed, he was more attentive to the mediations of Jesus: "considering the lilies, which is a kind of silence; but now we know, through science, that the lilies are extremely busy. We could say that Jesus was not thinking microscopically, or electronically; but then we could agree with him, because the work of the lilies is not to do something other than themselves."'119
Technologies are especially amenable to mediation when they happen to be communications technologies, the tools of the trade for Cage. By the 1950s, nearly three decades of full-scale auditive mass media (phonography, radio, and sound film) were followed by the dissemina- 32. The last paragraph of this book states it explicitly: "When all is said and done, the hero, the leader, and saviour is also the one who discovers a new way to greater certainty. Everything could be left as it was if this new way did not absolutely demand to be discovered, and did not visit humanity with all the plagues of Egypt until it is found. The undiscovered way in us is like something of the psyche that is alive. The classic Chinese philosophy calls it 'Tao,' and compares it to a watercourse that resistlessly moves towards its goal. To be in Tao 93. The impossibility of silence and the pervasiveness of music were closely related to the development of indeterminacy, which also occurred in the years between Silent Prayer and 4'33". When a piece of music is purposefully purposelessly made, Cage asks, "What happens, for instance, to silence? That is, how does the mind's perception of it change?" ("Composition as Process," Silence, 22-23). It no longer serves as a means of emphasis for taste or expressivity, or as an element marking a predetermined or developing structure. Because there are no goals, means become meaningless, because nothing is meant to be happening, whatever happens happens. If there is no determination that the absence of musical sounds (silence in the conventional sense) means the abeyance of a musical listening to any sounds, then what can be heard in the silence, as hitherto perceived, are the surrounding sounds. "Where none of these or other goals is present, silence becomes something else-not silence at all, but sounds, the ambient sounds. The nature of these is unpredictable and changing. These sounds (which are called silence only because they do not form part of a musical intention) may be depended upon to exist. The world teems with them, and is, in fact, at no point free of them" ("Composition as Process," 23). Consequently, silence itself disappears and transforms into its traditional opposite-sounds-and for Cage where there are sounds, especially a "world teeming in sounds," there will be music. It should be made clear, in this respect, that the freeing of musical intention in Cage is specifically geared to the intention to make music. The idea that intention, let alone a formidable culturally laden discursive framework, is present within the act of hearing sounds as music, does not receive equal attention. 
